The fundamental characteristic of magical realism is its duality, which enables alternative representations of society and history. Its specific narrative devices make magical realism a viable form for rendering traumatic experience and memories. Monkey Beach (2000) by Eden Robinson, a member of the Haisla and Heiltsuk First Nations in Canada, is a repository of memories, triggered and fuelled by trauma. Fragmented temporality, mixing of discourses, shifts in focalization, wordplays, repetition, and the magical are some of the devices the novel uses to address the complex landscape of trauma and memory. By unveiling personal memories, Monkey Beach gives way to the unconscious to enter the narrative structure, gradually revealing a much larger issue of the mistreatment of the Haisla people in Canada-and the resulting collective trauma. As trauma cannot be integrated into the narrative, it can only be uncovered indirectly and through a double distancing: firstly through the techniques of magical realism, and secondly, through the seemingly detached point of view of the narrator, who ultimately realises that her life is also encumbered with the dark stain of colonialism.
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Magical realism is often linked to trauma narratives on the singular premise that the former "carries the potential to respond sensitively yet productively to the issue of traumatic experience, enabling such experience to take its place within representation" (Adams 174). Literary works labelled trauma narratives came under close scrutiny after the official recognition of the condition known as Post-Traumatic Stress Disorder (PTSD) in psychiatry, psychoanalysis, and sociology in the 1980s. It is now held that PTSD may result from both human and natural catastrophes including war, genocide, natural disasters, rape, and child abuse (Caruth, "Trauma and Experience" 3 ).
Yet, some of the most influential cultural theories define trauma in opposition to narrative (Luckhurst 80 Thomas's The White Hotel . These texts have engendered the idea that "trauma can only be conveyed by the catastrophic rupture of narrative possibility" (Luckhurst 81 ).
It follows then that if suppressed trauma cannot be assimilated into a narrative, it has to be addressed indirectly. This is primarily achieved through temporal disruption, though other literary devices, such as the mixing of discourses, shifts in focalisation, word plays, repetition, and the incorporation of the supernatural, may also be used to the same effect (88). These characteristics of trauma narratives coincide with the devices magical realism uses to "express the real that is beyond language", "to disrupt fixed categories of truth, reality and history", and to "create a space beyond authoritative discourse where the unrepresentable can be expressed" (Bowers 77). Notably, the principal commonality between the two literary modes is the concept of "third time" as coined and conception and the non-sequentiality of trauma narrative/memory, which is "not subject to the usual narrative or verbal mechanisms of recall but is instead organised as bodily sensations, behavioural re-enactments, nightmares, and flashbacks" (Whitehead, Memory 115).
That memory is bound to both trauma narratives and magical realism hardly bears mention. Thus, for example, Rzepa argues that magical realism thematises "memory-related concerns, exploring in particular the suppressed or erased aspects of memory" (22). Memory in general and traumatic memory in particular are often engaged in an attempt to reclaim pre-colonial history and to critically investigate the validity of dominant assumptions about gender, ethnicity, and sexual orientation. "It is also often posed as a tool allowing for the reestablishment of severed community links, a renewal of community, giving a possibility of both retribution and reconciliation; as well as for examining the formation and deployment of the narrative of the nation and revising it" (23).
Postcolonial memory can be framed as collective or cultural memory, by which I mean "memory that is concerned not with individual experience, but with practices of remembrance that are defined and shaped by the surrounding culture" ( Monkey Beach is an account of the impact of colonisation on the Haisla people in Canada and of the traumatic history which continues to haunt this Aboriginal community. Generically, the novel is a hybrid between a bildungsroman and a mystery novel. The reader bears witness to the comingof-age experiences of Lisa and the physical and spiritual journey on which she embarks whilst searching for her brother, who is lost at sea. The novel spans only a few days, from Lisa receiving the news about her brother's accident at sea to her visiting the site of the accident where she is to meet with her parents. However, in a series of flashbacks all of Lisa's past is uncovered before the reader. The narrative thus primarily takes shape from the memories of the protagonist, triggered by personal trauma. Lisa tells her story-and consequently the story of the Haisla community-in the first person. The reader is therefore privy only to the perspective of the narrator. Over the course of the novel, however, the reader is also invited to engage in the narrative process more actively when a shift from the first-person to the second-person account occurs, and the reader is directly addressed. This narrative device appeals to the reader to pay closer attention to the traumatic colonial experience of the Haisla people (and Aboriginal peoples in general), which is too often supressed or "forgotten" in the official historical records.
The personal trauma of the protagonist reveals a much larger issue-the legacy of the residential school system [3] and how it continues to affect the Haisla community. Jodey Castricano notes that 
For the Haisla, the 'unspeakable' consists of the real and material effects of the forced relocation of Aboriginal people by the government of Canada pursuant to the Indian

.]. (802)
Every time something tragic is about to transpire, Lisa is visited by the "little man", [4] an apparition which acts as a harbinger of death and constitutes the quintessential "irreducible element" in the novel: "Now that I think back, the pattern of the little man's visits seems unwelcomely obvious, but at the time, his arrivals and departures had no meaning. As I grew older, he became a variation of the monster under the bed or the thing in the closet, a nightmare that faded in the morning" (27).
While her mother perceives Lisa's premonitions as a sign that she "need Repetitions contribute to the fragmentation of linear time and the notion of the interconnectedness of the events, and give way to the idea of history repeating itself, of violence perpetuating itself. The phrase "In the distance, I hear the sound of a speedboat", for instance, occurs three times in the novel: at the beginning when Lisa receives news about Jimmy's accident (2); at the discovery of Mick's corpse (135); and at the end, when Lisa is waiting on the beach (374).
As this phrase always signals a turning point, it strikes the reader all the more profoundly when it is partially transformed to "In the distance, the sound of a seiner" (336), effectively foreshadowing pivotal events which take place aboard the seiner on which Jimmy works.
Jimmy's death is only the latest in the string of misery and misfortune that the Haisla people suffer.
The novel also seems to suggest, however, that though Lisa learns the harrowing past of her people, her maturation ultimately signals a return of the Haisla heritage and traditional ways.
